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Introduction
Jean Rhys (1890-1979) － Ella Gwendoline Rees Williams － was a white Creole
author, born in Roseau, Dominica, to her father William Rees Williams, a Welsh doctor,
and her mother Minna Williams, a third-generation Creole of Scottish descent. Rhys came
out with After Leaving Mr Mackenzie1 in 1930, but the novel, according to Carole Angier,
"got more reviews than Quartet, by more august reviewers".2 Nonetheless, Angier points out
that, at that time, the reviewers could not totally appreciate the novel in that "[n]obody
could like her work, or find it pleasant to read; nobody, it seemed, could like her heroine":3
Angier maintains this pessimistic tone of voice, offering the view that "[. . .] people－even
the most sympathetic ones－ reacted to her books as they did to herself: they liked the
wrought surface, upon which she spent such painful labour; but the person underneath
frightened and dismayed them".4
Given the interwar period in which After Leaving Mr Mackenzie was published, it
seems that readers could not appropriately accept a painful mood within the novel.
However, now this mood will have to be circumspectly re-examined without the pessimistic
attitude that characterised its initial reception, so that we can better understand its achieve-
ment; and in so doing, the theme of the missing mother must be more minutely explored.
Lilian Pizzichini, for example, aptly remarks: "Jean writes about her mother's funeral in
After Leaving Mr Mackenzie, a book that came after Quartet. The anxiety she felt at being
confronted by her relatives, massed seemingly against her, took time to be filtered through
her writing".5 In fact, the theme of the missing mother has been one of the objects of studies
of Rhys; such arguments will help guide our re-reading of After Leaving Mr Mackenzie.
This paper will, therefore, more attentively re-think the theme of the missing mother
in After Leaving Mr Mackenzie: the sometimes mournful, often melancholic narrative of the
novel delves deeper into shadowiness and nothingness or more specifically ghostliness. To
come right to the point, its narrative strategy implicitly but radically conducts
deconstructive criticism against the conventional, metaphysical notion of the maternal
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place, while persistently criticising phallocentric European thinking, a thinking that at-
tempts to ruthlessly keep out the unknowable or undecidable－the ghostly object or other.
1. The Ghost and the Symbolic
To begin with, the figurative implication of the ghost in the novel must be properly con-
sidered, because this implication is just as intriguing as in other Rhys novels. For example,
aiming at the metaphor of the ghost in After Leaving Mr Mackenzie, Elaine Savory points
out the following:
Ghosts emphasise the failure Julia experiences in existing in this foreign world
in which she finds herself, where her past is ignored and silenced.6
(My emphasis)
Savory's argument enables a somewhat productive re-consideration of the representation of
the ghost, but it also seems, by some measures, to overaccentuate "the failure Julia experi-
ences in existing in this foreign world", though Savory does acknowledge, in the subsequent
page, that "[g]hostliness is then both frightening to women but also a source of power over
men".7 In order to think through the imagery of the ghost, making the most of Savory's ar-
gument, we must reaffirm, first of all, that the ghost points to Julia's melancholia, which is
provoked by the situation where "her past is ignored and silenced"; and then, we must focus
attention on Cathleen Maslen's observation that "Rhys's writerly enterprise demands our re-
spect and empathy in that she strives to facilitate a witnessing of the suffering of margina-
lised women".8 Above all, in After Leaving Mr Mackenzie, as in other Rhys novels, the
woman's melancholic situation, which points to "the suffering of marginalised women", is
repetitively witnessed, so that the appallingly inhumane acts of violence of European
androcentric society are, by little and little, implicitly but radically divulged.
In the novel, Julia is, more than once, obsessed by melancholia; Julia's melancholy is in-
extricably associated with her fragile, ambiguous subjectivity－a ghost-like identity. For in-
stance, Mr Mackenzie thinks that Julia is "a female without the instinct of self-preservation"
(ALMM, 20); "[Julia] had fits of melancholy when she would lose the self-control neces-
sary to keep up appearances" (ALMM, 21). Like Marya in Quartet (1928),9 falling into mel-
ancholia, Julia is frequently haunted, at the same time, by a ghost-like identity. Julia, who
is suddenly informed by Mr Mackenzie's solicitor, Henri Legros, that "the weekly allowance
will be discontinued" (ALMM, 14) decides to meet again Mr Mackenzie. Then, Julia feels
indescribably insecure; she becomes a prey to melancholy; and eventually, she is "pale as a
ghost" (ALMM, 22－My emphasis).
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But then, does the imagery of the ghost adduce evidence to show Julia's failure? Now
we must be cautious with our answers to this question. Julia is always looking for those who
can put up money for her－her sister Norah, uncle Griffiths, ex-lovers Neil James and Mr
Mackenzie, and George Horsfield. Among all the people, Mr Mackenzie, in particular, who
significantly appears in both the first and the last scene in the novel, must be focused on in
thinking over Julia's ghostliness. Now again, take note of the scene in which Julia meets Mr
Mackenzie. Julia keeps a melancholy eye on him; she thinks as follows:
[Mr Mackenzie's] code was perfectly adapted to the social system and in any
argument he could have defended it against any attack whatsoever. However,
he never argued about it, because that was part of the code. (ALMM, 18)
Mr Mackenzie's way of thinking is to the core influenced by the social code, supported by
male-centred thinking: he self-deceivingly protects himself, exploiting the social code of
androcentrism. Julia, in a sense, is ruled by Mr Mackenzie's code: Julia fully suffers from
the androcentric code. Conclusively, under such a social system, she always feels like the
ghost.
Mr Mackenzie's code, which bolsters the paternalistic social system, can also be consid-
ered through the notion of the symbolic, especially as developed in Lacanian psychoanalysis,
as we will see below. The narrative, pertinently addressing ghostly Julia, brings to light the
cruel edifice of the symbolic, lurking in the belief system of androcentrism. For instance, at
the end of the novel, there is a scene in which Julia watches "the shadows of the branches
trembling in the water" (ALMM, 132).
[Julia] leaned against the wall, and watched the shadows as they danced, but
without joy. They danced, they twisted, they thrust out long, curved, snake-
like arms and beckoned. (ALMM, 132－My emphasis)
Julia is then seen by a policeman who mistakenly thinks that she is attempting to commit
suicide in the river. Julia is addressed by the policeman: "There's something that doesn't go,
madame?" (ALMM, 132); Julia says: "I haven't the slightest intention of committing suicide,
I assure you" (ALMM, 132). After that, Julia again directs attention to the river, and asks
a question to the policeman as follows:
'What are those shadows, do you see? There, right in the middle of the water.'
(ALMM, 132－My emphasis)
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The policeman then says: 'It's a tree, the branch of a tree' (ALMM, 133): he concludes that
the shadows are the "tree". Here, the figuration of the policeman is highly suggestive: in the
terms of Louis Althusser,10 the policeman is a member of an oppressive apparatus, which is
under the full influence of the ideology of nationalism; in short, the policeman can be also
considered as an embodiment of the law of the symbolic. We can make a good guess that
his way of thinking is exercised by the power of the symbolic in that, for the last time, his
meaning of the shadow is clearly structured by his speech act, which somewhat grotesquely
implies a discursive performance of social authority. Julia thinks, "That's what you say"
(ALMM, 133).
Contrary to the policeman, all Julia can do is to consistently look at the shadows with-
out making a clear decision as to their nature: "I was only looking" (ALMM, 133); in a nut-
shell, for her, the true identity of the shadows remains undecidable or unknown. But then, we
should not overlook the fact that Julia closely looks at the self-deceiving, self-repugnant
mechanism of the symbolic: she sees the shadows as follows:
The shadows seemed not to be on the surface, but to be struggling, wriggling
upwards from the depths of the water. (ALMM, 133－My emphasis)
This point of view of Julia should be also re-considered: for the policeman, the exis-
tence of the shadows should be reflected on the surface of the symbolic system, which is ho-
listically based upon the metaphysical logic of sameness. The policeman tries to persistently
identify the shadows with the "tree". Julia, on the contrary, thinks that the shadows are
"struggling, wriggling upwards from the depths of the water". In this perspective, Julia
seems to reveal the fact that the shadowy as an undecidable, unknown object is self-
deceivingly and forcibly identified by the logic of sameness, and that the surface of the sym-
bolic system frequently interferes with a sufficient understanding of the shadowy object.
This kind of law of the symbolic strengthens Mr Mackenzie's code, especially in conspiracy
with the spirit of the law by his solicitor Legros. Julia thinks: "Together the two perfectly
represented organized society, in which she had no place and against which she had not a
dog's chance" (ALMM, 17). Like the shadows on the water, the existence of Julia, who strug-
gles and wriggles beneath the burden of the symbolic society, can never be deeply looked at,
from the perspective of the symbolic, androcentric－ decidable or identifiable－way of
thinking.
The symbolic point of view does not attempt to see the actualities of womanhood; and
it is by doing this that the nefarious activity of the symbolic power, by which innumerable
women are frequently lost in melancholy, tends to be, at any time, self-deceivingly disguised.
In such a society, Julia is no better than a shadowy object, one that is, at all times, simply
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looked at with some bias.
In this respect, Ernesto Laclau's argument proves insightful: after pointing out that
"[i]f [. . .] an objectivity manages to partially affirm itself it is only by repressing that which
threatens it", Laclau remarks:
Derrida has shown how an identity's constitution is always based on exclud-
ing something and establishing a violent hierarchy between the two resultant
poles－man/woman, etc. What is peculiar to the second term is thus reduced
to the function of an accident as opposed to the essentiality of the first. It is
the same with the black-white relationship, in which white, of course, is
equivalent to 'human being'. 'Woman' and 'black' are thus 'marks' (i.e. marked
terms) in contrast to the unmarked terms of 'man' and 'white'".11
We can understand that, following Laclau's argument, like the shadows, significantly repre-
sented in After Leaving Mr Mackenzie, women are also "marked"; in other words, they are
"marked" as invisible objects, which must be repressed in the symbolic society: we can say
here that, by the symbolic authority, they are expediently domesticated as an invisible other,
a kind of shadow that cannot, in a sense, be seen from the symbolic way of thinking.
It is interesting to observe that After Leaving Mr Mackenzie shows a metaphorical inter-
action between the shadow and ghost, like Voyage in the Dark (1934),12 in which the imagery
of the ghost is used almost interchangeably with that of the shadow: "shadows are ghosts you
look at them and you don't see them" (VD, 158). In fact, the shadowy, ghost-like conditions
of women are apt to be made invisible by the symbolic code of the society. The surface of
the symbolic tries to maliciously conceal the actuality of the ghostly object or other.
In contrast, in the attempt to critically see the surface of the symbolic, discursive world,
the narrative of After Leaving Mr Mackenzie responsibly witnesses the marginalised position
of shadowy, or so to say, ghostly Julia.
2. The Maternal Place and the Semiotic
We have seen so far the fruitful narrative strategy of the novel, a strategy that
anatomises and discloses, with judicial mind, the core of the mechanism of the symbolic
way of thinking. But it is of consequence to note here that its narrative strategy is deliber-
ately conducted, taking a closer look at the intimation of an intricate relation between Julia
and her mother; and for that reason, in the attempt to evince the intriguing peculiarity of
the narrative, the theme of the missing mother or maternal place, eminently but in some de-
gree inauspiciously illustrated in the novel, should not be ignored. But then does After
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Leaving Mr Mackenzie conclusively strain to show us the preverbal, prediscursive sphere
below (or outside) the surface of the symbolic? To put it another way, does the narrative of
the novel have a strong interest in exploring the maternal place as an innocent, pure sphere,
a place that is never influenced by paternal, phallocentric authority?
At the outset, some remarks, paying particular attention to the representation of the
mother-daughter dyad in the novel, must be more thoughtfully re-examined. For instance,
in her article, 'Mother/Lands: Self and Separation in the Work of Buchi Emecheta, Bessie
Head and Jean Rhys' (1991),13 Elaine Savory Fido begins with somewhat poetic, impressive
expressions as follows:
Mother. Mother who is the first country, the first known territory which lies
outside. Mother, from whom we leave and to whom we return, the one who
is the starting point of all journeys and the point of reference for all destina-
tions, even when the relation between mother and daughter is disturbed.14
Fido suggests that Rhys attempts to explore the maternal place in her novels. However, in
this point, Deborah Kelly Kloepfer's argument must not be overlooked: referring to Julia
Kristeva's notion of semiotic or chora, Kloepfer carefully compares Rhys's works with
H.D.'s; and Kloepfer concludes:
The preverbal "story", the forbidden story, to which Rhys and H.D. repeat-
edly return, manifests itself through sounds and images outside (andro-
centric) discourse: mothers, babies, blood; chants, singing, shouts; eyes,
paintings, hallucinations; oceans, moons, floods, and flames. Back through in-
fancy, madness, childbirth, riddles, curses, and song, the writing daughter
gasps for memory so that she might, at last, inscribe her utterance, free herself
from the myths that have intended to "destory" and destroy her.15
Kloepfer's argument is persuasive enough, but seems to be too reliant upon Kristeva's work.
Can we assume, before all, that Rhys's novels, especially After Leaving Mr Mackenzie,
are the "preverbal 'story'"? For example, Kristeva thinks of the maternal place as a preverbal
or prediscursive psychic space; and then, she aptly re-constructs Lacanian psychoanalysis,
exposing its phallocentricism. Lacanian psychoanalysis has been criticised, in diverse ways,
by feminists for the reason that Lacanian thought is premised on phallocentricism. In the
1970s, French feminists started to explore the maternal space, which is often excluded by
Lacan's psychoanalytic model; this is an exploration of a place which is not affected by so-
cial law or order－an unconscious space.
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Kristeva examines this maternal place in terms of two key terms－the symbolic and the
semiotic. The sphere of the symbolic, called a paternal place, is to some extent explored by
Lacan. According to Kristeva, it is an "inevitable attribute of meaning, sign, and the signi-
fied object for the consciousness of [the] transcendental ego".16 On the other hand, the semi-
otic is regarded as the maternal place; Kristeva states that "[t]he kinetic functional stage of
the semiotic precedes the establishment of the sign; it is not, therefore, cognitive in the sense
of being assumed by a knowing, already constituted subject".17
Kristeva also connects the semiotic space with chora－ a chaotic or heterogeneous
space. Kristeva says that "[w]e borrow the term chora from Plato's Timaeus to denote an
essentially mobile and extremely provisional articulation constituted by movements and
their ephemeral stases".18 But it is intriguing here that the semiotic space, according to
Kristeva, has a subversive power, which breaches the symbolic space－"The occult, the eso-
teric, and the regressive rush in as soon as the symbolic surface cracks".19
Kloepfer attempts to inquire into the maternal place, making the most of the Kristevan
notion, in going over After Leaving Mr Mackenzie: Kloepfer focuses on, for example, the
scene of the funeral of Julia's mother, a scene that "[her] mother's body is consumed".20 In
front of the crematory in the chapel, Julia "was obsessed with the feeling that she was so
close to seeing the thing that was behind all this talking and posturing, and that the talking
and the posturing were there to prevent her from seeing it" (ALMM, 94). Regarding this
scene, Kloepfer argues that "Rhys explores here the notion of a 'thing' behind talk, beyond
litany, beyond posturing－a thing or space associated with the mother which 'talk' prevents
her from contacting";21 in other words, Kloepfer finds out "the preverbal 'story'"22 in After
Leaving Mr Mackenzie－a story that radically ruptures the verbal, male-centred discourse,
which forces to "'destory' or destroy"23 the story of women.
However, does After Leaving Mr Mackenzie criticise the thinking of androcentrism
from the perspective of, as Kloepfer points out, the maternal place, as preverbal or predis-
cursive? Before everything, we should re-consider the notion of the semiotic, which is
looked upon just as a preverbal or prediscursive place in Kristeva's psychoanalysis. For ex-
ample, Butler points out that "[d]espite her critique of Lacan [. . .] Kristeva's strategy of
subversion proves doubtful";24 she criticises the subversive power of the semiotic as follows:
Her theory appears to depend upon the stability and reproduction of precisely
the paternal law that she seeks to displace. Although she effectively exposes
the limits of Lacan's efforts to universalize the paternal law in language, she
nevertheless concedes that the semiotic is invariably subordinate to the
Symbolic, that it assumes its specificity within the terms of a hierarchy im-
mune to challenge. If the semiotic promotes the possibility of the subversion,
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displacement, or disruption of the paternal law, what meanings can those
terms have if the Symbolic always reasserts its hegemony?25
Ultimately, Butler questions Kristeva's notion of the semiotic, radically revealing that
Kristeva's argument just pursues the illusion of the innocent place, of a "'natural' past" or
"original pleasures",26 which are not affected by the social law or order.
This argument of Butler reminds us of the argument of Spivak. Spivak remarks that
Kristeva's concept of chora or the semiotic, which "rests on a set of hierarchized opposi-
tions, is defined always as anterior rather than posterior, pre- rather than post-verbal, pre-
rather than postfigurative".27 In this respect, Spivak already seems to apprehend Kristeva's
Eurocentrism; later, her critique is directed towards Kristeva's views in About Chinese
Woman: "An enormous crowd is sitting in the sun: they wait for us wordlessly, perfectly
still. Calm eyes not even curious, but slightly amused or anxious: in any case, piercing, and
certain of belonging to a community with which we will never have anything to do".28 What
is most interesting for Kristeva, here, is that Chinese women, who are poor peasants, are liv-
ing in a wordless and perfectly still place－the semiotic space. But Kristeva's perspective ig-
nores the actual situation of the Chinese women; paradoxically, Kristeva's critical view
supports Eurocentrism, as Spivak caustically argues: "In spite of their occasional interest in
touching the other of the West, of metaphysics, of capitalism, their repeated question is ob-
sessively self-centred".29 Ironically, the radical critical concept of the semiotic finds itself in
the position of a conservative criticism by romanticising "the other of the West", in its pur-
suit of the innocent maternal place. This highlights the paradox that the semiotic as predis-
cursive space is fully underpinned by discursive space, which is exerted within the symbolic
power.
Kloepfer seems to realise, to some extend, that the maternal place, portrayed in After
Leaving Mr Mackenzie, is just not "'natural' past" or "original pleasures",30 but Kloepfer un-
critically follows Kristeva's argument, so that she seems to come to an inconsistent conclu-
sion. In fact, After Leaving Mr Mackenzie does not attempt to "repeatedly return" the pr
everbal story, which "manifests itself through sounds and images outside (androcentric) dis-
course"; on the contrary, repeatedly returning androcentric or discursive space, the narrative
of the novel insistently challenges "the myths that have intended to 'destory' and destroy" the
story of womanhood: ultimately, in After Leaving Mr Mackenzie, the critical negotiation
with Julia as the ghostly other is radically and repetitively put forth, in effect, within the ver-
bal or discursive sphere, without romantically escaping from the verbal or discursive place
to an untouched, sacred place: the narrative of the novel does not attempt to "'destory' or de-
stroy" the actual story of women.
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3. Nothingness
In order to much better trace the process of this productive narrative strategy, we must
also reflect over the notion of nothingness, carefully directing attention to the motif of the
maternal place After Leaving Mr Mackenzie significantly represents. In 'Without a Dog's
Chance: After Leaving Mr. Mackenzie' (1972), V.S. Naipaul argues as follows:
The Jean Rhys heroine of the first four books is a woman of mystery, inexpli-
cably bohemian, in the toughest sense of that word, appearing to come from
no society, having roots in no society, having memories only of places, a
woman who has "lost the way to England" and is adrift in the metropolis.31
Naipaul touches upon the theme of nowhere or nothingness in Rhys's novels. In particular,
Naipaul points out that nothingness is one of the most important themes in After Leaving Mr
Mackenzie. In this respect, Kloepfer's interesting but debatable argument should be re-
examined: what is, at all, the thing that is "behind talk, beyond litany, beyond posturing－
a thing or space associated with the mother which 'talk' prevents her from contacting"?32
Julia is isolated from her family. In returning to London for the first time in many
years, Julia saw her sister, Norah, who is tired from attending upon the mother. But Nora
has an instinctive aversion to Julia, who comes over unexpectedly and attempts to borrow
money from her; in addition, for Norah, Julia, who is nattily dressed, appears as the
pococurante: "You're an extraordinary creature" (ALMM, 54). Eventually, Julia notices a
certain distance from her sister.
However, it is when she meets her dying mother that Julia's isolation from her family
is doubled. Julia often remembers her childhood; at that very moment, her memory of her
mother is thrown into relief. However, for Julia, the remembrance of her mother is not just
luscious; accordingly, its remembrance leads to hollow out the hallowed maternal place, so
that she can consciously cognise pain deep within her mind: Julia reconfirms the complexity
of the relation between her mother and her. Julia remembers the old days when "she had
loved her mother" (ALMM, 77), but it is, at the same time, a fearful memory:
Her mother had been the warm centre of the world. You loved to watch her
brushing her long hair; and when you missed the caresses and the warmth you
groped for them. . .And then her mother－entirely wrapped up in the new
baby－had said things like, 'Don't be a cry-baby. You're too old to go on like
that. You're a great big girl of six.' And from being the warm centre of the
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world her mother had gradually become a dark, austere, rather plump
woman, who, because she was worried, slapped you for no reason that you
knew. So that there were times when you were afraid of her; other times when
you disliked her. (ALMM, 77－My emphasis)
After this, Julia also thinks: "Then you stopped being afraid or disliking. You simply
became indifferent and tolerant and rather sentimental, because after all she was your
mother" (ALMM, 77). The maternal place, which is rather eerily represented in the novel,
does not belong to the prediscursive sphere: in effect, Julia's ambiguous feeling for her
mother is provoked by the complicated actuality of the mother-daughter dyad; for Julia, this
reflects the reality of the maternal place, which is associated with the verbal or discursive
sphere, rather than the preverbal or prediscursive sphere.
But still, for Julia, to precisely signify her mother is no easy feat: the signification of
her mother is always under the influence of undecidability; namely, for Julia, the implica-
tion of her mother surpasses description. Her mother conjures up, at all times, nothingness.
In this instance, nothingness does not directly mean the absence as something that can be
clearly distinguished from presence. At first, from her dying mother, Julia feels "silence" in
which an air of nothingness settled over her: "[. . .] here was silence－the best thing in the
world" (ALMM, 71－My emphasis); and after that, Julia talks to her dying mother: "'I'm
Julia, do you know? It's Julia'" (ALMM, 71－My emphasis), but her mother cannot re-
spond to her: it is meaningless sounds－not clear words－that Julia hears from her mother.
Her identity as "Julia" is, in turn, gradually fractured: this implies that the authority of nam-
ing as the symbolic power is accordingly questioned. In brief, the breakdown of the law and
order of the symbolic is inferred: apparently meaningless sounds, which are uttered out of
her mother, gradually disturb the sphere of the symbolic; and, at this point, she feels noth-
ingness from her mother:
The sick woman looked steadily at her daughter. Then it was like seeing a
spark go out and the eyes were again bloodshot, animal eyes. Nothing was
there. She mumbled something in a thick voice, then turned her head away
and began to cry, loudly and disconsolately, like a child.
(ALMM, 71－My emphasis)
The ominous sounds of her mother are, in a sense, neither more nor less than nothingness,
a nothingness that is a serious threat for the authority of the symbolic.
However, whatever does Julia mean by nothingness? Finally, her mother passes away.
But it is important to realise the fact that, at the funeral of her mother, Julia more strongly
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feels nothingness through the body of the dead mother. In general, death means the extin-
guishing of existence－ the disappearance of presence; therefore, it might be natural for
Julia to directly feel nothingness in front of the dead body of her mother. Nonetheless, we
should more minutely re-consider the nothingness Julia senses from her mother. At the be-
ginning of the funeral, Julia thinks:
That was a dream, too, but a painful dream, because she was obsessed with
the feeling that she was so close to seeing the thing that was behind all this
talking and posturing, and that the talking and the posturing were there to
prevent her from seeing it. (ALMM, 94)
At first glance, it seems that nothingness could be explained in terms of Kristeva's concept
of the maternal place, which is also reckoned to be chora or the semiotic. For example, we
will remember here again Kloepfer's argument: "Rhys explores here the notion of a 'thing'
behind talk, beyond litany, beyond posturing－a thing or space associated with the mother
which 'talk' prevents her from contacting".33 But Kloepfer so easily connects "the notion of
a thing behind talk, beyond litany, beyond posturing" with Kristeva's notion of chora or the
semiotic. In effect, nothingness, provoked in the novel, does not have much to do with chora
or the semiotic: Kloepfer's argument, unfortunately, heavily relies upon binary thinking,
such as before/behind or within/beyond, that also informs Kristeva's psychoanalysis.
Here, once again, in re-thinking nothingness, we must aim at the complex feeling of
Julia for her mother, passing judgment upon Kloepfer's opinion. At the funeral, Julia is "so
close to seeing the thing that [is] behind all this talking and posturing" (ALMM, 94－My
emphasis). But we should carefully read the implication that what is "behind all this talking
and posturing" does not free her from materialistic thinking. Before all, the problem for
Julia, in fact, is that to see "the thing that [is] behind all this talking and posturing" (My
emphasis) is always interfered with by just the talking and posturing. In this connection, at
the funeral of her mother, the "talking" and "posturing" of those who are gathering at the fu-
neral prevents her from seeing nothingness, which can be felt from her dead mother; for
Julia, what is worse is that, through their "talking" and "posturing", they attempt to translate
the dead body of her mother into an understandable, decidable thing, rigidly following the
rituals of the funeral: "Now it's time to get up; now it's time to kneel down; now it's time to
stand up" (ALMM, 94).
Julia feels somewhat out of place with them; she seriously thinks over nothingness:
"[. . .] all the time she stood, knelt, and listened she was tortured because her brain was mak-
ing a huge effort to grapple with nothingness. And the effort hurt; yet it was almost successful"
(ALMM, 94－My emphasis). Julia attempts to see her mother as nothingness, but sure
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enough she miscarries. Nonetheless, on the more positive side, for Julia such a failure seems
to be somewhat successful, because the great effort to completely realise nothingness is, in a
sense, desirable in that its effort or intention invariably hurts.
"In another minute [Julia] would know" (ALMM, 94－My emphasis): for Julia, this
seems to imply that to know nothingness is to repetitively know the unknown; that is to say,
the meaning of nothingness is perpetually differed and deferred. Above all, through the para-
doxical perspective of Julia, the narrative of After Leaving Mr Mackenzie seems to see the
undecidable meaning of nothingness: the unknown object is obsessed by ghostliness, one that
is ominously wandering between the absence and the presence in the symbolic－ that is,
here, nothingness metaphorically exchanges with the ghost (or shadow).
In the end, Julia continues to explore her dead mother as nothingness: Julia conducts
the work of mourning for her mother, an inconsolable, ceaseless mourning that keeps a criti-
cal dialogue with her dead mother. But, for her, this experience is not just happy, but also
a painful, fearful moment. Julia does not completely release her melancholia, recollecting
happy but fearful memories of her mother. For Julia, her exploration of her mother as noth-
ingness is to know the unknown－it is fearful, as well as hopeful. For example, the above
quotation, "In another minute she would know" (ALMM, 94), continues as follows: "[. . .]
a dam inside her head burst, and she leant her head on her arms and sobbed" (ALMM, 94).
To perpetually think of her mother is, in effect, accompanied with a painful feeling－the
melancholia.
After the funeral, she more frequently attempts to inquire into her mother as nothing-
ness, so mournfully but melancholically remembering her childhood with her mother. For
example, in the section '12. Childhood' of the novel, there is a noteworthy scene we might
consider: constantly recalling the memory of her childhood, Julia continues to look for
nothingness, but the theme of the missing mother is infiltrated here again in an artful way.
Julia tries to bottle her frustration against an "unfriendly" maid; she looks at her own hand
through a small glass; and then, she recollects her mother as follows:
Julia leant over, took a small glass from the dressingtable and looked at her-
self. She looked at her hand, too, with the unaccustomed ring on it. It was
rather tight, because her mother's hand had been so small and slim.
(ALMM, 114－My emphasis)
This "unaccustomed ring" is the relic of her mother, one that is given as a token by Norah,
who is rather suspicious about Julia: "[. . .] look here; don't ever pawn that ring. If you're on
the verge of pawning it, send it back to me and I'll always give you a pound for it" (ALMM,
97). The ring does not just represent a distance between her sister and Julia; it also provokes
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her complicated feeling for her mother.
A little while later, Julia abruptly recollects that she caught a butterfly as a child. But,
unfortunately, she broke its wings; it is then that she communes with a voice that one be-
lieves to be her mother: "'You're a cruel, horrid child, and I'm surprised at you'" (ALMM,
116). Julia feels fear for her mother. Then, Julia once more seems to synchronise her feeling
for her mother with that for nothingness. Julia thinks, "The last time you were happy about
nothing; the first time you were afraid about nothing. Which came first?" (ALMM, 116－
My emphasis). At this moment, we will feel a compulsion to rephrase the words as follows:
"The last time you were happy about your mother; the first time you were afraid about your
mother. Which came first?"－in truth, to obviously respond to this question of Julia would
lead us along a thorny path, but it seems clear that the memory of her mother is ominously
constructed through Julia's convoluted feeling towards her mother as nothingness, a realisti-
cally-shaped feeling that vacillates, each and every time, between happiness and fear.
Above all, the memory of her childhood with her mother is imprinted on her mind; in
sum, like a ghost, her dead mother as nothingness always haunts Julia. For Julia, the work
of mourning for her mother is not perpetually consolable. In this process, she cannot clearly
define the death of her mother－her mother remains nothingness, the unknown. Ultimately,
Julia cannot dissolve her undecidable feelings for her mother: Julia continues to reflect
upon, in a state of confusion, her dead mother, who is neither the absence nor the presence
or both the absence and the presence.
Meanwhile, after the funeral, almost all of the funeral attendants are discharged from
responsibility for conducting the work of mourning for the dead other: "It was all over. Life
was sweet and truly a pleasant thing" (ALMM, 95); in short, they feel rather strongly that
the ceremony is successfully performed and the work of mourning for the dead is completely
finished. But this process is nothing but an irresponsible forgetting of the dead other, a proc-
ess that depends upon the symbolic authority, in which the system of meanings is mechani-
cally wielded. Daily pleasantry, such as their "talking" and "posturing", makes a mere
formality of the work of mourning for the dead mother. They－even Norah－become pre-
occupied with "the death certificate" (ALMM, 91), which formally assures the death of her
mother, or "the choir" (ALMM, 92), which helps to formally carry the funeral of her
mother.
The narrative of After Leaving Mr Mackenzie continues to explore a ghostly (or shad-
owy) space associated with nothingness, one that is both before and behind, but neither be-
fore nor behind the discursive sphere; in turn, both within and beyond, but neither within nor
beyond its sphere. Thus, in After Leaving Mr Mackenzie, deconstructive thinking, which un-
predictably destabilises the absoluteness of the symbolic authority, is powerfully and criti-
cally played out within the verbal, discursive sphere.
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As a result, ghostly Julia is always obsessed by her ghostly mother; in other words, After
Leaving Mr Mackenzie, focusing on a mournful or melancholic woman, the ghost-like Julia,
who is cruelly marginalised by the symbolic, androcentric way of thinking, tries to more
deeply explore ghostliness from the position of ghostliness. At any rate, it makes no sense at
all that the ghost is just indicative of Julia's failure.
Conclusion
To conclude, in After Leaving Mr Mackenzie, we can never discover the maternal place,
which is for eternity beyond the echoes of the symbolic authority. But this seemingly pessi-
mistic mood of the novel does not connote a fatal weakness in its narrative strategy: the
achievement of the narrative strategy is to mournfully but melancholically re-present how
ghostliness－shadowiness or nothingness－is violently represented－repressed－by the sym-
bolic system, an iniquitous system that forces, in particular, women to fall into mournful
and melancholic dispositions; that is to say, by so doing, the narrative of After Leaving Mr
Mackenzie repetitively but responsively witnesses the cruelties of the man-centred way of
thinking, but within the symbolic world.
The narrative strategy, then, has something of Butler's deconstructive feminism about
it:
In order to avoid the emancipation of the oppressor in the name of the op-
pressed, it is necessary to take into account the full complexity and subtly of
the law and to cure ourselves of the illusion of a true body beyond the law. If
subversion is possible, it will be a subversion from within the terms of the law,
through the possibilities that emerge when the law turns against itself and
spawns unexpected permutations of itself.34
After Leaving Mr Mackenzie attempts to see a deeper reality, which is fraudulently con-
cealed by the surface of code in the symbolic, androcentric world. The novel, to borrow
again Butler's words, "take[s] into account the full complexity and subtlety of the law and
cure[s] ourselves of the illusion of a true body beyond the law"－this is when a potent so-
cial criticism can be witnessed in the novel.
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